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cisely the loss of ritual associations-the "aura"of the art work-through reproduction that characterizes the photographic medium. 4 Beatriz Colomina has extended Benjamin's arguments, drawing on Jacques Lacan and Roland Barthes to locate photography and architectural publishing as the site of a form of construction based upon the logic of the mass media: "Until the advent of photography, and earlier of lithography, the audience of architecture was the user. With photography, the illustrated magazine, and tourism, architecture's reception began to occur through an additional social form: consumption."5 Colomina's terms of reference have broadened the criticism of architectural photography, which until now has been limited to narrow questions of photographic style, assuming that photographs derive their meaning and usefulness from a cargo of formal information and ignoring the economic hierarchy inscribed on the process of production and publication. 6 If Shulman's image has indeed become an object of uncritical devotion, it is not because of the way in which the photograph functions as architectural communication, as an expression of Neutra's design intent; in fact, evidence in the Neutra archives at UCLA suggests that any number of other photographs of the Kaufmann house would be better suited to that task. Nor will this essay attempt to fix the appeal of the image in stylistic qualities somehow inherent in the photograph. Our reception of this image is rather the result of a much more complex social process. The original impact of the Kaufmann house photographs must be considered as the result of a carefully orchestrated publishing event. The twilight photograph that was produced during Shulman's work at the house stands apart from the other photographs, differentiated by atmospheric effects, the presence of an observer, and the strongly manifested presence of the printer. The combined effect of these qualities was described in Life magazine as a "glamourous" treatment, and the image was singled out-by the media and by Neutra himself-to represent the house. Approaching the Shulman photograph as a critical locus, and tracing the extensive correspondence in the Neutra archives, we begin to raise important questions about the way in which the architect himself functioned as reader and consumer of images of his own architecture. One important benefit of this inquiry-in light of the current debate on photographic representation occurring in both the trade and the scholarly press-is that it may serve to make strange a very familiar image.
The first stage of the publishing pattern of the Kaufmann was nearing completion sparked a flurry of telegrams and letters, in which Wright indicated his interest in seeing material on the house and reassured Neutra that publication of construction shots would not interfere with a full presentation of the house after completion.8 A February 22 wire from Neutra requested that Forum update Kaufmann regarding the material they had been sent and their publication intentions. 9 A wire from Kaufmann to Neutra on March 1 gave a sense of the control over publication that the client was prepared to exercise and the reach of his influence in the magazine world :   FOLLOWING  TELEPHONE  CONVERSATION SO THAT   THERE CAN BE NO MISUNDER-STANDING IT IS DEFINITELY  UNDERSTOOD  BETWEEN US  THAT THE PICTURES YOU HAD  TAKEN DURING THE PAST  WEEK ARE FOR YOUR OWN  PERSONAL FILES AND NOT TO  BE RELEASED FOR PUBLICA-TION THROUGH ANY MEDIA.  THE YOUNG LADY WHO REP-RESENTS HOUSE AND GARDEN  SHOULD BE ADVISED BY YOU  AS SHE CAME TO THE HOUSE  THROUGH YOUR INTRODUC-TION AND NO ARTICLE IS TO  BE RELEASED EXCEPTING  WITH MY CONSENT. I HAVE  NOTIFIED ALBERT KORNFELD   TO THIS EFFECT. WILL YOU  KINDLY ACKNOWLEDGE THIS  TELEGRAM visit to New York a month or so ago, and discussed the whole thing with him. He was very cordial, and asked our advice on the entire publishing pattern. He added that he preferred to have the job well presented in one or two magazines and would rather that it not appear too widely. We have since received a letter from him agreeing to our proposal that it be published only in The Architectural Forum and Life." Wright then proposed that it would be "desirable to all concerned" to postpone publication until early 1948, to reshoot some angles when the landscaping grew in and the temporary furniture was replaced. "It would, of course," he continues, "be perfectly possible to publish the material as it now stands, and we would have no great objection to doing so. But I believe, in this respect, Mr. Kaufmann's desire to get the best possible presentation in the first instance should be honored unless there is some important reason for earlier publication. I understand from Shulman that the possibility of others making unauthorized pictures during the time the house in unoccupied is rather remote. Since all the glass has been covered with paper on the inside, satisfactory pictures could hardly be obtained."'7 This letter is a good example of the way in which the various interests engaged in the publication of architecture are delicately balanced. Neutra's interests may have favored early and wide publication, as a means of drawing upon the novelty value and obtaining immediate commissions, but Wright presents the publishing program as being the will of Neutra's client, and the architect has no choice but to acquiesce. The house is treated like some classified automotive prototype, and the strategies here-to control the access to the images of the house, to manage scarcity as a means of maximizing impactare those of advertising.
Although From our earlier correspondence, I had understood that you preferred to use the Architectural Forum and Life as media for publication and on this assumption, other editorial offers were set aside. It seems that the postponement of the publication for several years has rather cooled the interest of these editors and naturally will continue to do so, as novelty attracts these publishers even more than quality.... As you seemed to feel it inconvenient to permit this photography, I tried to dissuade the editors to bother you. However, privately speaking to you as my client, I should be happy to take and see pictures, especially color pictures, which as I said last year would completely satisfy me and might give you pleasure also. The delight a designer takes in a good shot of his pet project is not to be classed as shallow egotism, and it is spiritually and materially a loss to him not to have it. The magazine Arts and Architecture, which brings a presentation of this unusual building in its forthcoming issue, has asked us to furnish them photographs which could also serve your purposes, who have done a commendable job on your shower doors, which we have used in the most diversified projects.
The mentioned photographs are a very successful job of the photographer, Julius Shulman, and you can obtain them from Mr. Robert Cron, Arts and Architecture. You possibly have noticed the double page spread which one of these photos had in Life, April 11, 1949 and which has brought broad national attention to this building which your installation helped make a success.27
Beyond his sensitivity to opportunities for self-promotion, however, Neutra's handling of the Kaufmann house photograph also testifies to the personal importance of photography to his design process. The belief that the act of photography must be directed toward recovering Neutra's design intention can be read in this reminiscence by Dione Neutra: "And I remember, later on, how, when houses were photographed, we would bring all the shrubbery along: we would plant the shrubbery, we would hold branches in order to complete his conception, and we would also bring furniture along and photograph the house as long as it was empty and not defiled by old furniture."28 This example may be somewhat more extreme than the current practice, though not unlike it; notice that the styling and landscaping were severely controlled to "complete" Neutra (Figure 10) . Dione Neutra recounts how Neutra would show a copy of the Time cover to garner respectful treatment, for example, from the airplane crew during long flights in the fifties. She says, "And Mr. Neutra always had his Time cover along; so he would show them the Time cover, and they would be very excited and show it to the pilots, you know, and then we would be treated very especially."37 By 1969, Neutra had laminated a copy of the cover and kept it in his wallet; he was observed by Norman Cousins using it to get a better table at a restaurant. 38 Hines acknowledges the way in which Neutra "balanced his complex personal insecurity with a forced and occasionally strained bravado,"39 and these ex-that the architect suffered a heart attack and died on April 16, 1970, while photographing his Kemper house in Wuppertal, Germany,43 a house that was already represented in his files by quite serviceable prints.
To end on this note risks casting Neutra's relationship with the photographic medium as some sort of cautionary tale, but the lessons of his use of photography are a bit more complex. Neutra incorporated so much of the ambivalence toward architectural photography that is currently manifested in the architectural community. His clear and elegantly phrased intellectual grasp of the limitations of architectural photography coexisted with a deep fascination with the way in which his architecture and, indeed, he himself were represented in photographic prints and the media. Shulman's photograph of the Kaufmann house can be read, then, not just as a document containing a certain amount of formal information of the house with a superadded stylistic gloss, but as a construction that mirrors some of the architect's tastes and habits, as well as the larger process by which images of architecture are produced and meaning is ascribed.
Perhaps when the architectural community has fully apprised itself of the limitations of architectural photography and the larger problems inherent in the current practice of architectural publication and promotion, a photograph like this one will be able to be correctly appreciated and enjoyed for what it is: a work that ultimately remains a compelling architectural fiction.
